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Provenance as a History of Change: from Caliari in Scotland to Tintoretto in America, 
the commercial and connoisseurial trajectories of a Venetian portrait 
 
Authors: Barbara Pezzini and Michael G. Brennan 
Abstract: 147 words. 
The Boston Museum of Fine Arts owns a Portrait of a Young Man now attributed to 
Domenico Robusti, son of Jacopo Tintoretto. This article documents for the first time the 
painting¶V earlier provenance and its later arrival on the London art market. The hitherto 
unexamined papers of John Waldie, a wealthy Scottish collector, record his acquisition of the 
portrait at Venice in 1836 as a work by Carlo Caliari, the son of Paolo Veronese. In 1927 the 
portrait was sold, still as Caliari, by :DOGLH¶VGHVFHQGDQWVWR London art dealers Agnew¶V for 
£800. Following expert advice from Wilhelm von Bode, Tancred Borenius, Lionello Venturi 
and Charles Ricketts, $JQHZ¶Vreattributed it to Jacopo Tintoretto before selling it to the 
Boston Museum for $75,000 (about £15,000). A comparison of these two key moments 
shows how art trade and connoisseurship had a joint impact on the history of the painting. 
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Provenance as a History of Change: from Caliari in Scotland to Tintoretto in America, 
the commercial and connoisseurial trajectories of a Venetian portrait 
 
Provenance ± the investigation of historical ownership and circulation of objects ± is gaining 
an increasing importance in art historical investigations.1 As Gail Feigenbaum and Inge Reist 
have noted, at its best the study of provenance expands beyond the realm of property transfers 
RIZRUNVRIDUWDQGLQWHUURJDWHVµLGHDVDQGQDUUDWLYHVDERXWWKHRULJLQVDQGLWLQHUDULHVRI
REMHFWV¶E\GUDZLQJDWWHQWLRQWRµWKHWUDQVIRUPDWLYHSRZHURIRZQHUVKLS¶2 The relationship 
between owners and works of art, they argue, FDQµFKDQJHLUUHYRFDEO\WKHZD\WKDWZRUNV
ZLOOEHSHUFHLYHGDQGXQGHUVWRRGE\IXWXUHJHQHUDWLRQV¶3  The study of provenance, thus, 
with its emphasis on the social life of objects stimulates an interdisciplinary conversation 
between art historians, anthropologists, sociologists and economic historians. It is also 
JHUPDQHWRKLVWRULHVRIFROOHFWLQJ7KLVDUWLFOHIROORZV)HLJHQEDXP¶VDQG5HLVW¶VOHDGDQG
explores the critical and commercial trajectory of a Venetian portrait in two key moments of 
its historical ownership. The first occurred in the fourth decade of the nineteenth century, 
when it transferred from Venice to Kelso in the Scottish Borders and entered the collection of 
a wealthy amateur art collector and theatrical enthusiast John Waldie. The second happened 
nearly one hundred years after, in the third decade of the twentieth century, when the painting 
arrived on the London art market as thHSURSHUW\RIDUWGHDOHUVµ7KRs Agnew and 6RQV¶
$JQHZ¶VDQGZDVVROGWRWKH%RVWRQ0XVHXPRI)LQH$UWVYLD$JQHZ¶V1HZ<RUNEUDQFK 
The portrait in question came to wide public attention first in December 1927, when the 
Boston Museum acquired a portrait of a young man, then attributed to Jacopo Robusti (1519±
1594), known as Tintoretto [Fig. 1].4 This painting was deemed to represent the youthful 
Alessandro Farnese (1545±1592), Duke of Parma from 1586. To mark this acquisition a 
FHOHEUDWRU\DUWLFOHZULWWHQE\WKH%RVWRQ0XVHXP¶V$VVLVWDQW'LUHFWor Alice Child Jenckes, 
ZDVSXEOLVKHGLQWKHLQVWLWXWLRQ¶VRZQMRXUQDO5 -HQFNHVQRWHGWKHSRUWUDLW¶VSURYHQDQFH 
 
For more than a century the picture has been in a private collection in Scotland, 
whither it was brought from Italy by a direct ancestor of the family. It has never been 
called to the attention of the outside world, and its very seclusion has prevented 
European scholars from access to it.6 
 
Over seventy years later the Boston Museum reattributed this painting to Domenico Robusti 
(1560±1635), son of Tintoretto, and discarded the identification of the sitter as Alessandro 
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Farnese describing the work simply as Portrait of a Young Man. The known provenance of 
the portrait is currently traced as IROORZVRQWKH0XVHXP¶VZHEVLWH 
 
Around 1830, possibly Sir Richard John Griffith (b.1784±d.1878), Hendersyde Park, 
Kelso, Borders, Scotland [see note 1]; by descent within the family to Sir Richard 
John Waldie Griffith (b. 1850), 3d Bart., and Lady Waldie Griffith, Hendersyde Park; 
1927, sold by Lady Waldie Griffith to Agnew and Sons, London (stock no. 6753); 
1927, sold by Agnew to the MFA. (Accession Date: December 29, 1927) NOTES: [1] 
Letters from Colin Agnew of Agnew and Sons, London, to Edward J. Holmes of the 
MFA (December 6, 1927 and December 10, 1927, in MFA curatorial file) reveal that 
WKHSDLQWLQJKDGµEHHQ>DW+HQGHUV\GH3DUN@IRUDWOHDVWDFHQWXU\KDYLQJEHHQ
EURXJKWWKHUHE\DQDQFHVWRURIWKHUHFHQWRZQHU¶DQGµEURXJKWWRWKH%Uitish Isles a 
hundred years ago¶.7 
 
5HFRUGVLQWKH$JQHZ¶VDUchive, now held at the National Gallery in London, shed further 
light on this sale. A copy of a letter dated 29 December 1927, from an unidentified sender to 
the head of the firm Colin Agnew (1882±UHIHUVWRWKHSXUFKDVHRIWKHµ7LQWRUHWWR
Farnese Bo\¶IURP/DG\:DOGLH-Griffith.8 By late-$JQHZ¶VKDGconfirmed an 
identification of the sitter as a youthful Alessandro Farnese and an attribution to Jacopo 
Tintoretto. However, when WKLVSDLQWLQJZDVILUVWHQWHUHGLQ$JQHZ¶VVWRFNERRNLWZDV
DWWULEXWHGWRµ&DJOLDUL¶ZLWKWKLVQDPHGHOHWHGDQGµ7LQWRUHWWR¶DGGHGDERYH>)LJ@9 
µ&DJOLDUL¶RUµ&DOLDUL¶RIFRXUVHLVWKHadopted family name of Paolo Veronese (1528±1588), 
a contemporary of Jacopo Tintoretto and his major rival in Venice.10 The stock book also 
FRQWDLQVDQDGGLWLRQDOQRWHµ&HUWLILHGSKRWRIURP'U%RGHDQGEURFKXUHIURP%RUHQLXV¶
references to Wilhelm von Bode (1845±1929), the famous Director of the Berlin museums 
and formidable art connoisseur, and Tancred Borenius (1885±1948), the Finnish art historian 
appointed in 1922 as the first professor of history of art at University College, London, and 
one of the founders of art magazine Apollo in 1925.11 The stock book entry also indicates that 
Borenius, who had a broad knowledge of Venetian Renaissance painters, received a payment 
IURP$JQHZ¶VIRUZULWLQJDQHVVD\RQWKLVSDLQWLQJ12 Colin Agnew, who had run the 
FRPSDQ\¶V%HUOLQJDOOHU\EHIRUHWKH)LUVW:RUOG:DUNQHZ%RGHDQGBorenius well and he 
had previously consulted them for advice on attributions.13 
 
Newly found evidence, however, reveals more details on the provenance of the portrait. As 
QRWHGDERYHWKHSDLQWLQJZDVVROGWR$JQHZ¶VLQE\/DG\:DOGLH-Griffith, née Alice 
Maud Pearson (d.1955). Alice was the third wife of Sir Richard Waldie-Griffith (1850±
1933), who married her at Kuala Lumpur in Malaysia when aged 76.14 Sir Richard had 
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VXFFHHGHGWRWKHIDPLO\¶VEDURQHWF\DQGLWVHVWDWHVDW.HOVRRQWKHGHDWKRIKLVIDWKer in 1889. 
0XFKRIWKHIDPLO\¶VFRQVLGHUDEOHZHDOWKZDVGHULYHGIURPOXFUDWLYHPLQLQJSURSHUWLHVLQ
Bohemia (now part of the Czech Republic), although Sir Richard lost most of this fortune in 
unwise share dealing just before the First World War, hence the 1927 and 1928 dispersal of 
the collection at auction.15 As noted in the Boston Museum provenance, this painting had 
been inherited by Sir Richard from his grandfather Sir Richard John Griffith (1784±1878). 
+RZHYHUDV&ROLQ$JQHZ¶VOHWWHUWR%RVWRQ0XVHXPalso stated, it is necessary to go further 
back down this family line to identify the first purchaser of this portrait. 
 
As indicated by the double-barrelled name Waldie-Griffith, the family combined two distinct 
ancestral lines. George Waldie (d.1826) acquired the Hendersyde estate through the marriage 
of his father John to Jean, the eldest daughter and heiress of Charles Ormston of Hendersyde, 
an old Kelso family. George was an industrialist who enjoyed the profits of extensive mining 
interests in the Newcastle collieries, and the Hendersyde estate was inherited by his eldest 
son John Waldie (1781±7KH:DOGLHVZHUHDQDUWLVWLFIDPLO\-RKQ¶V\RXQJHUVLVWHUV
Jane Waldie, later knowns as Mrs. Watts (1793±1826), and Charlotte Ann Waldie (1788±
1859) were both authors and artists of talent.16 John became an art collector (especially of 
Italian old master paintings), theatre critic and writer, compiling detailed records of his 
acquisitions of paintings and other works of art in numerous journals. A lifelong bachelor, on 
his death in 1865 the estate passed to the eldest son of his sister Maria Jane Waldie (1786±
1865).17 She had married the distinguished Irish geologist and mining engineer Richard 
Griffith (1784±1878) who was created 1st Baronet in April 1858.18 Their son George (1820±
89), 2nd Baronet, took the name Waldie-Griffith.  George had a son, Sir Richard, whose wife 
$OLFHVROGWKHSDLQWLQJWR$JQHZ¶VLQ 
 
The key figure, therefore, in the acquisition of this portrait for the Hendersyde estate is John 
Waldie.19 Waldie, who is still an unexplored figure by contemporary historians of collecting, 
amassed a large, if slightly haphazard, collection of works of art. Its 1835 catalogue already 
counted 265 pictures as well as sculpture, bronzes and manuscripts. The paintings were 
displayed throughout the rooms of the family mansion of Hendersyde Park [Fig. 3], and they 
included principally works ascribed to old masters such as Nicolas Poussin, Agnolo 
Bronzino, Annibale Carracci, Guido Reni, Titian, Diego Velázquez, Meindert Hobbema and 
many other names typically favoured by early nineteenth century old masters collectors.20 
The catalogue admitted with honesty that many pictures were attributed with little or no 
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certainty. Nevertheless, it certified proudly their ,WDOLDQSURYHQDQFHDVWKHSLFWXUHVµwere 
principally collected by Mr. Waldie, in London, or in Italy; and chiefly in Rome, Florence, 
%RORJQD0LODQDQG1DSOHV¶.21 Provenance thus reinforced their credentials as originals: even 
if not quite belonging to thHPDVWHUVWRZKRPWKH\ZHUHDVFULEHGWKHSDLQWLQJVZHUHµalmost 
HQWLUHO\WKHZRUNVRURIWKH6FKRROVRIWKHDQFLHQW0DVWHUV¶22 No painting that can be 
identified with the the Boston Museum portrait is listed in this first catalogue.  
 
John Waldie, however, undertook another extensive period of travel in Europe and Asia 
which lasted almost two years (from August 1836 until June 1838), visiting France, 
Switzerland, Savoy, Italy, the Ionian Islands, Greece, Asia Minor, Turkey, Hungary and 
Austria before returning to London via France.23 Throughout these travels he continued to 
acquire art works, especially when in Italy. In 1859 Waldie published a second catalogue of 
his art collection.24 This revised edition was due to the increased amount of works of art 
possessed. As the preface stated, 
The lapse of 24 years since the First Edition of this Catalogue was printed, and the 
acquisition of several fine Pictures and Busts, especially since the year 1845, have 
made it necessary to make an entirely new Catalogue, as the arrangement of the 
former has unavoidably been changed, and a number of other articles have been added 
besides new Pictures, Busts, and Columns.25  
The catalogue also witnessed an increased confidence regarding the importance of the 
collection. If the first edition was almost apologetic about its uneven quality, the collection 
ZDVQRZSUHVHQWHGSURXGO\VWDWLQJWKDWLWLQFOXGHGDµQREOHDQGPRVWVWULNLQJ3LFWXUH¶WKH
Vision of Jacob E\*XLGR5HQLDQGDµVXSHUEJHP¶DHoly Family belonging to the School 
of Raphael.26 The Waldie collection however, possibly because of its lack of acknowledged 
masterpieces and its remote location, escaped the attention of art surveys such as Johann 
'DYLG3DVVDYDQW¶VSXEOLVKHGLQDQG*XVWDY)ULHGULFK:DDJHQ¶VDQGKDV
remained, until now, unknown to scholars. Nevertheless, it is likely that its catalogues 
conceal under now-discredited attributions many works currently held in museum collections 
worldwide, and this article sheds new light on one of them, which the 1859 catalogue listed 
thus:  
 
Carlo Cagliari: 14. Portrait of himself when very young. It has a vigour and brilliancy 
of color worthy of his uncle [sic] Paolo Veronese, of whom he was the best pupil. 
Obtained at Venice in 1836.27 
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The travel diary of John Waldie, confirms that this purchase happened in Venice in 1836. 
During his stay there, which lasted from 14th until 30th November, Waldie saw a large amount 
of pictures.28 He admired them in churches and in established public and private collections 
(such as the one in Palazzo Manfrin, of which he gives an extensive description), but also in 
the premises of gentlemen-dealers who wished to sell them.29 For instance, on the day of his 
arrival in Venice, Waldie met with an art dealer called Giustiniani, from whom he had 
purchased pictures during his previous trip to the city nine years before. Waldie was 
immediately FKDUPHGE\µ$ILQH%DFFKXVDQG$ULDGQHnot very large and quite in the Guido 
style by Simone [Cantarini] di Pesaro¶.30 Even if Waldie saw other dealers, VXFKDVµ6LJQRU
%LDVLRQ¶at first he did not intend to buy anything, dismissing the pictures viewed as µQRQH
WHPSWLQJ¶DQGSLWFKHGµDWULGLFXORXVSULFHV¶31 
 
:DOGLHVRRQHQFRXQWHUHGDQGEHIULHQGHGD%ULWLVKEDQNHUDOZD\VUHIHUUHGWRDVµ0U
+ROPHV¶ZKRLQYLWHG:DOGLHDWKLVKRPHIRUGLQQHUDQGHYHQLQJSDUWLHVDnd also provided 
him with new contacts with picture dealers.32 On Saturday 19th November Waldie went to see 
RQHRIWKHPµ6LJQRU5RPDQR¶ZKRKDGµDVPDOOFROOHFWLRQIRUVDOH¶33 Waldie professed to 
OLNHQRQHRI5RPDQR¶VSLFWXUHVµH[FHSWD6W0DUN¶VSODFHE\0DULHVFKLDòOHQJWKRI&DUOR
&DJOLDULVDLGWREHE\3DROR9HURQHVH¶DQGDODQGVFDSHµE\7LHSRORE\&LPDUROLRU
&LPRODUD¶34 Waldie soon changed his mind about purchasing and on Monday 21st November 
KHOHIWKLVORGJLQJVLQWKHPRUQLQJWRDFTXLUH&DQWDULQL¶VBacchus and Ariadne from 
*LXVWLQLDQLµDORQJZLWKDYLHZVDLGWREHE\&DQDOHWWL¶DQGµDVPDOOIXOOOHQJth female 
SRUWUDLWE\7LHSROR¶:DOGLHGLGQRWVD\KRZPXFKKHSDLGIRUWKHVHZRUNVEXWLWPXVWQRW
have been a large sum, as he noted with glee that the Bacchus and Ariadne DORQHµZDVZRUWK
twice as much as I gave for the whROH¶35 Waldie went to visit Romano again on Wednesday 
23rd 1RYHPEHUDQGSXUFKDVHGµILQHYLHZV¶E\*XDUGLµWKHSUHWW\OLWWOHODQGVFDSH¶E\
&LPDUROLWKH0DULHVFKLDQGPRVWLPSRUWDQWO\IRURXUQDUUDWLYHµWKHILQHSRUWUDLWE\&DUOR
Cagliari of himself oUUDWKHULWLVVXSSRVHGWREHGRQHE\WKHGDXJKWHURI3DROR¶36 
 
:DOGLH¶VFROOHFWLQJFDQEHLQWHUSUHWHGDVDQLQWHJUDOSDUWRIKLVVRFLDODFWLYLWLHVLQ,WDO\+H
ZDVDYRUDFLRXVFROOHFWRUEXWQRWDµSKLORORJLVW¶FRQQRLVVHXUKHVKRZHGPRUHLQWHUHVWLQWKH
subject of the pictures, their narrative content, style and design rather than in their fully 
documented pedigree and certainty of authorship. In fact, he did not mind that the landscape 
by Cimaroli was a version of a work by Tiepolo, that his Cantarini was SDLQWHGµLQWKH*XLGR
VW\OH¶DQGLWZDVDVPDOOHUUHSOLFDRIDODUJHUZRUNLQthe Manfrin collection. He also seemed 
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not to care that the portrait of Carletto Caliari, at first presented to him as by Paolo Veronese, 
was eventually sold to him aVDµVFKRRO¶ZRUNDVHOI-portrait by Carletto or even by 
Veronese¶VGDXJKWHr. Waldie often privileged quantity to quality, he also liked bargaining and 
was keen to purchase at low prices: in his diary he states his great pleasure in having 
purchased two works by Ghisolfi for only £2 each.37  The following Saturday 29th November 
the portrait was presented by Holmes to Waldie, already packed together with the other 
works he had purchased, and ready to be shipped to London the following week.38  
 
We can now identify this picture, then tentatively attributed to Carletto Caliari, with the 
painting now owned by the Boston Museum. The evidence is firm: there are no other 
FRPSDUDEOHSLFWXUHVOLVWHGLQ-RKQ:DOGLH¶VFDWDORJXHRIKLVFROOHFWLRQVQRUhave any 
VRXUFHVEHHQORFDWHGWRVXJJHVWWKDW-RKQ:DOGLH¶VKHLUVRUDQ\RWKHUPHPEHURIWKHLU
families, acquired the Boston Museum portrait at some later date. Of most significance is the 
HYLGHQFHIURP$JQHZ¶VVWRFNERRNLQZKLFKWKHSDLQWHUZDVILUVWHQWered as µ&DJOLDUL¶ [Fig. 
2].  
 
:K\GLG$JQHZ¶VUHDWWULEXWHWKHSDLQWLQJIURP&DOLDULWR7LQWRUHWWR":DVLWVLPSO\EHFDXVHD
work by the hand of Jacopo Tintoretto was financially worth more than one by the son of 
Veronese? Financial considerations were certainly important, but they are only a partial 
explanation of the story. IQKLVHVVD\µ7UDGHVPHQDV6FKRODUV¶,YDQ*DVNHOOhas 
reconstructed examples of relationships between dealers and scholars from the eighteenth and 
nineteenth centuries to contend that the art trade is not moved exclusively by monetary 
FRQFHUQVDQGDUJXHGIRUµDWRWDOLQWHUGHSHQGHQF\EHWZHHQPDUNHWDQGVFKRODUVKLS¶39 The 
history of this painting, and its changed attribution in 1927, presents a nexus of scholarship 
and trade that supSRUWV*DVNHOO¶VDUJXPHQW,WLVKRZHYHUDOVRDVLJQLILFDQWFDVHVWXG\RQLWV
own which sheds light on the critical reception of Jacopo Tintoretto and its cultural 
VLJQLILFDQFHDWWKHWLPH,IDV*DVNHOOVWDWHVµHDFKJHQHUDWLRQE\PHDQVRILWVRZQFKRVen 
VFKRODUO\PHDQVGHILQHVIRULWVHOIWKH5HPEUDQGWRHXYUHLWGHVHUYHV¶ZKDWGRHVWKLVH[DPSOH
tell us about the significance of Tintoretto in the 1920s? Was it spurred on by commercial 
greed, critical re-examination, wider zeitgeist or a combination of all three? 
In the mid-V$JQHZ¶VZDVDILUPLIQRWLQFULVLVFHUWDLQO\LQIOX[DVWKHDUWWUDGHZDV
changing rapidly and becoming an increasingly difficult and risky business. Letters in the 
$JQHZ¶VDUFKLYHQRZSUHVHUYHGDWWKH/RQGRQ1DWLRQDO*DOOHU\GHPRQVWUDWHWKHILUP¶VQHHG
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for an increasing overdraft and its necessity to generate liquidity quickly.40 The 1920s 
witnessed a dramatic rise in the prices of works of art (they were soon to crash in equal 
dramatic fashion in the 1930s).41 If the £70,000 paid by the National Gallery in London for 
5DSKDHO¶VAnsidei Madonna remained a price pinnacle for nearly 25 years, higher and higher 
prices were recorded in the 1920s. In 1926 Henry E. Huntington paid Duveen £176,000 for 
*DLQVERURXJK¶VBlue Boy (Huntington Museum, San Marino); in 1929 the National Gallery 
acquired the Vendramin Family by Titian from the Duke of Northumberland for £122,000 
DQG$QGUHZ0HOORQERXJKW5DSKDHO¶VLarge Cowper Madonna (Washington, National 
Gallery of Art) from Duveen for £172,800.42 At the beginning of 1929, summarising the 1927 
season, art commentator A.C.R. Carter in 7KH<HDU¶V$UW marvelled at the richness of sales in 
that year, when 130 pictures sold for more than 1,400 guineas (£1,470), surpassing easily the 
record of the annus mirabilis 1919, when 100 pictures had sold for more than that sum.43 
The rise of prices of work of art meant that dealers could command high commissions, but it 
also meant that the owners of the paintings too expected increasingly higher returns, 
especially when their works were certainly ascribed to well-known artists. For instance, in the 
same year of the Farnese Boy purchase, a painting by Titian, Man with a Falcon (Omaha Art 
0XVHXPZDVSXUFKDVHGE\$JQHZ¶VLQMRLQWDFFRXQWZLWK'XYHHQ%URWKHUVIRU000 in 
1927.44 With increasing debts, large overheads and non-paying customers, profitable art 
trading depended on three conditions: the first, to be able to interpret signals from the market 
and identify the emerging artists whose value was ascending rapidly; the second, to find what 
LQFRQWHPSRUDU\DUWPDUNHWSDUODQFHDUHFDOOHGµVOHHSHUV¶artworks whose real value has been 
missed by their owners and by rival dealers because they have been misattributed; and, last 
but not least, to sell to the cash-rich American market.45 
The Farnese Boy ZDVWRVDWLVI\DOOWKUHHFULWHULD7KHILUVWZDVPHWLPPHGLDWHO\$JQHZ¶V
reattributed the portrait to Jacopo Tintoretto and identified its subject as Alessandro Farnese. 
As a Venetian portrait by a lesser master, it was only marginally desirable, but as work by 
Tintoretto it was much more so. In 1961 Gerard Reitlinger in his oft-cited studies of prices of 
works of art, The Economics of Taste, lamented the low commercial lure of Tintoretto: 
Tintoretto never recovered from thHEDVWLQJKHUHFHLYHGLQ5H\QROGV¶VGLVFRXUVHVDQG
in the 1850s even the intensive propaganda of The Stones of Venice could not create a 
PDUNHWIRUKLP2USHUKDSVLWZRXOGEHPRUHWUXWKIXOWRVD\WKDW7LQWRUHWWR¶VHDVHO
works had never been popular at any time. The distortions (half way to El Greco), the 
impure pigments, the oil-sketch character of most of the works, the difficulty of 
determining school pieces ± all have contributed.46 
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$XFWLRQGDWDJDWKHUHGE\*UDYHVXQWLOVXSSRUW5HLWOLQJHU¶VVWDWHPHnt, and salesroom 
reports by The Times in the late 1910s and early 1920s also record low Tintoretto resale 
prices, which picked up only towards the end of the decade.47 But auction prices tell only one 
side of the story. In fact, Tintoretto was gaining increased importance in the first decades of 
the twentieth century. As Anna Laura Lepschy has pointed out, a new critical re-examination 
RI7LQWRUHWWRDVµPRGHUQDUWLVW¶KDGEHHQGHYHORSLQJVLQFHWKHODWHVDQGWKHVZHUH
a particularly significant decade within his reassessment. 48  In 1920 Emile Bernard had put 
Tintoretto in the company of Manet and Cézanne and praised his modernity, expressed in a 
µFRPSOHWHO\QHZLQWHOOHFWXDODUW¶WKDWVKRZHG µHDVHRIFRQFHSWLRQ¶DQGµSHUIHFWEDODQFHRI
FRPSRVLWLRQ¶49 7R/HSVFK\¶VREVHUYDWLRQVZHFDQDGGWKDWLQSDUDOOHOWRWKLVQRYHOFULWLFDO
interpretation of Tintoretto, connoisseurs were examining with a renewed interest and closer 
attention Venetian painting to distinguish stylistically WKLVPDVWHU¶V oeuvre. A new corpus of 
works by Tintoretto was being established. The research by German art historian Detlev von 
Hadeln (1878±1935) in the late 1910s and early 1920s was particularly significant.50 Hadeln 
studied the drawings of Tintoretto and applied a careful stylistic and technical analysis to 
ascribe work to this artist. 
Connoisseurship and criticism, however, were soon to be joined by commerce. In the course 
of the 1920s many London dealers advertised works by Tintoretto for sale, especially in the 
pages of the Burlington Magazine [Figs. 4 and 5].51 His portraits were in particular demand, a 
SUHIHUHQFHSHUKDSVDOVRVSXUUHGRQE\$JQHZ¶VVDOHRIWKHPortrait of Vincenzo Morosini to 
the National Gallery (via the National Art-Collections Fund) in 1924 for £14,000 [Fig. 6].52 
2ZQLQJSDLQWLQJVE\WKHµPRGHUQ¶7LQWRUHWWRZDVen vogue and several museums, especially 
American, purchased works ascribed to this master in the 1920s.53 Colin Agnew was well 
aware of this trend: in 1927 he wrote to Anthony de Rothschild stating how in his recent visit 
WRWKH8QLWHG6WDWHVKHKDGUHDOLVHGWKHH[WHQWWRZKLFKµWKHLQWHUHVWLQ7LWLDQDQG7LQWRUHWWR
KDVJUHDWO\LQFUHDVHGDPRQJFROOHFWRUVDQGPXVHXPGLUHFWRUVWKHUH¶54 Records in the 
$JQHZ¶VDUFKLYHZLWQHVVVHYHUDOVKLSPHQWVRI9HQHWLDQpaintings from London to New York; 
in October 1927 alone, five male portraits ascribed to Tintoretto (including the Farnese Boy) 
OHIW$JQHZ¶V/RQGRQSUHPLVHVIRUWKHLU1HZ<RUNEUDQFK55 Museum acquisitions often 
presented particularly intricate connections of scholarship and commerce. For example, 
Hadeln himself, who had been selected by the art collector John Ringling as one of the 
Directors of his newly opened museum in Sarasota, had a preferential relationship with the 
Munich and Lucerne art dealer Julius Böhler and at least once he wrote about a work by 
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7LQWRUHWWRLQWKHGHDOHU¶VVWRFN56 Both Borenius and +DGHOQRFFDVLRQDOO\VROGWR$JQHZ¶VLQ
the period 1925-1929.57 Although these linkages were not necessarily dishonest, there existed 
factions (and frictions between them): some museums had preferred dealers whom they 
trusted more than others. 
Was the Farnese Boy DSURILWDEOHµVOHHSHU¶"7KHVDOHZDVQHJRWLDWHGE\DFHUWDLQµ0U
%ROWRQ¶SHUKDSVDQHPSOR\HHRIWKHILUPQDPed David C. Bolton.58 Lady Waldie-Griffith 
was paid £800 for this painting, with the promise of an extra £200 if the painting was to sell 
quickly.59 This was not an insignificant sum at the time and it was consistent with prices of 
works that were considered of good quality but were attributed to less-known artists. For 
LQVWDQFHLQ2FWREHUWKH1DWLRQDO*DOOHU\KDGSXUFKDVHGIURP$JQHZ¶VDPortrait of a 
Man then attributed to Giovanni Battista Piazzetta (now ascribed to Giacomo Ceruti) for 
£900 [Fig. 7].60 Yet, as a work by the emerging star Tintoretto this painting was worth 
FRQVLGHUDEO\PRUHDQGDVVXFK$JQHZ¶VVROGLWWR%RVWRQIRUFLUFD61  
Even if we consider the higher FRVWQRWHGE\$JQHZ¶VLQWKHVKLSPHQWUHFRUGVRIWKHSDLQWLQJ
±£1,283 ± the sale of this portrait JDYH$JQHZ¶VDODUJHSURILWPDUJLQof over £13,500.62 The 
Farnese Boy was, undoubtedly, a very profitable sleeper. It would be, however, rash to judge 
$JQHZ¶VUH-attribution to Tintoretto solely as a money-making enterprise. $JQHZ¶VGLGQRW
undertake this change of authorship lightly. At the time of the purchase the firm 
commissioned and printed three short articles written by Borenius, Lionello Venturi (1885±
1961) and Charles Ricketts (1866±1931) to evaluate the painting.63 All three writers 
confirmed the attribution of this painting to Jacopo Tintoretto and identified its sitter as the 
youthful Alessandro Farnese, although this was accepted with differing levels of confidence 
and conviction. Borenius endorsed fully the attribution to Tintoretto, stating that because of 
µLWVSRZHURISK\VLRORJLFDOLQWHUSUHWDWLRQ¶DQGLWVTXDOLW\µRIEUXVKZRUNFRORULQJDQG
DWPRVSKHUH¶WKHSLFWXUHPXVWEHµFODVVHGDPRQJVWWKHILQHVWDFKLHYHPHQWVRIWKH9HQHWLDQDV
SRUWUDLWSDLQWHU¶KHZDVKRZHver, more cautious in his identification of the sitter.64 Venturi, 
a wide-ranging art historian whose publications covered sixteenth- to twentieth-century art, 
KHOGQRGRXEWV+HVWDWHGWKDWWKHSRUWUDLWZDVµRQHRIWKHPRVWV\QWKHWLFLQWHQVHDQGEULOOLDQW 
WKDW7LQWRUHWWRHYHUGHSLFWHG¶DQGµWKHUHFDQEHQRGRXEWWKDWWKHVLWWHUZDV$OHVVDQGUR
)DUQHVH¶65 In contrast, the art connoisseur and artist Ricketts accepted the attribution to 
Tintoretto but was rather more circumspect over the possible identity of the sitter. He also 
suggested that the portrait dated not from the mid-1560s but IURPµWKHODWHU\HDUVRIWKH
ILIWLHV¶66 
11 
 
 11 
2IFRXUVHWKHIDFWWKDW5LFNHWWV%RUHQLXVDQG9HQWXULVROGSLFWXUHVWR$JQHZ¶VFRPSOLFDWHV
this narrative of scholarship. Yet some external evidence points to this nexus as not being an 
exclusively commercial venture. In fact, the attribution to Tintoretto of this portrait held for a 
very long time and was independently accepted by scholars such as Boston Museum curator ± 
and later National Gallery Director ± Philip Hendy (1900±1980), who had no known 
FRQQHFWLRQVZLWK$JQHZ¶V67 It was even upheld by Bernard Berenson, who had many times 
professed a particular dislike for this firm.68 The fact that Venturi published this portrait again 
in his Pitture Italiane in America of 1931 could also indicate that his attribution to Tintoretto 
was proposed in good faith.69 Besides, the recent re-attribution from Jacopo to Domenico 
Tintoretto from the Boston Museum can be considered as an operation of connoisseurial fine-
tuning, from an artist to its close circle, that considers the new evidence emerged on both 
artists UDWKHUWKDQDFRPSOHWHGLVPLVVDORI$JQHZ¶VRSLQLRQ 
The two key moments in the history of the painting, which we have reconstructed here, 
LOOXVWUDWHDVHDFKDQJHLQDWWLWXGHVWRZDUGVFROOHFWLQJDQGWUDGH7KHSDLQWLQJ¶VUROH
transformed profoundly, from marker of identity, culture and wealth in the mansion of a 
Scottish family to a specimen of art history in an American museum. This case reinforces 
clearly )HLJHQEDXPDQG5HLVW¶VQDUUDWLYHRIprovenance as a history of change. Yet, 
paradoxically, this portUDLW¶V shifting roles and attributions also contain returning elements. 
Throughout its life the painting had fulfilled a liminal function. First in its transitioning 
between cultures, from Venice to Scotland and from Scotland to Boston (via London and 
New York). Secondly, in its changing attributions, being included either just outside the orbit 
of an established artist, or within the oeuvre of an artist then considered problematic. In the 
nineteenth century it was considered as the work of Carletto Caliari, the son of Paolo 
Veronese ± within the circle of a celebrated artist. One century later it was attributed to 
Jacopo Tintoretto, at a time when the painter still enjoyed a mixed reputation. More recently, 
when Tintoretto had reached a firmer position in the art-historical canon, the painting was 
transferred onto the oeuvre of his son, Domenico. In all of these cases the painting has been 
situated in close proximity of canonical artists, without becoming part of the canon itself. Its 
liminality has travelled across time and space. 
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